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	 	 		 	 	part	2					GROUP	DEPNDENCY	ON	SOLOIST						Letter	B	up	to	letter	D		 	 		 	 	part	3					TRANSITION						letter	D						(introduction	of	phonetic	reading	of	text)		 	 		 	 	part	4					PITCH	SOUND	TO	NOISE			letter	E	up	to	letter	G		(introduction	of	extended	techniques	used	in	section	5)		 	 		 	 	part	5					SOLO	DISCOURSE			letter	G		(musical	transformation	of	complete	text)		 	 		 	 	part	6					FULL	ENSEMBLE	TEXT	TREATMENT		letter	H		 	 		 	 	part	7					DEGENERATION	OF	SOUND	TO	NOTHING			letter	I	to	end	(commentary	on	text	and	musical	excerpt	from		Wagner’s	Tristan	und	Isolde)74		The	role	of	the	performers	in	Discours	III	is	to	go	beyond	the	act	of	executing	notation;	they	are	encouraged	to	respond	and	invent	based	on	stimuli	creating	both	musical	and	psychological	outcomes.	Through	the	combination	of	the	score’s	elements,	Globokar	seeks	































	 Figure	9			 Figure	10				 Figure	11		
Figure	12						 Figure	13		Figures	9-13:	Discours	III,	from	the	Explanation	of	Symbols		The	research	and	publication	of	extensive	fingering	charts	and	resultant	sounds	for	multiphonics	and	timbre	fingers	was	not	readily	available	at	the	time	Holliger	provided	Globokar	with	a	technique	catalogue	for	Discours	III.	To	overcome	this	lack	of	information	and	the	difficulty	in	providing	specific	fingerings	that	result	in	the	same	sounds	across	all	makes	of	oboes,	Globokar	implemented	the	novel	solution	of	writing	degrees	of	complexity	or	tone	color	by	using	a	number	system	to	indicate	gradations	of	change	(see	Figure	14	below).	By	not	specifying	the	exact	fingerings	or	sounds	accompanying	these	gradations,	Globokar	empowered	the	performer	to	choose	the	best	sound	to	represent	the	accompanying	degree	of	the	enharmonic	tone-color87	(Figure	14)	or	multiphonic	complexity	(Figure	15).	The	numbering	associated	with	the	complexity	of	multiphonics	is	alternatively	notated	by	vertically	placed	note	heads	(Figure	15,	Figure		16):	
Figure	14 Figure	15	 Figure	16		Figures	14-16:	Discours	III,	from	the	Explanation	of	Symbols	






Figure	18	 Figure	19	 	Figure	20		Figures	18-20:	Discours	III,	from	the	Explanation	of	Symbols		 The	above	material	provides	information	necessary	to	interpret	the	markings	and	produce	the	sounds	found	in	Discours	III.	For	essential	details	of	Discours	III’s	formal	divisions,	compositional	systems,	and	instrumental	techniques	see	Erik	Lund’s	Thesis	on	the	Discours	series.91	By	incorporating	the	key	points	of	interest	in	this	and	Lund’s	study,	the	performer	can	realize	the	composer’s	intentions	more	fully. 
	













problems,	no	pieces	are	offered	which	exploit	the	currently	popular	instrumental	“tricks.”	Rather,	each	composer	proposed	to	treat	technical	problems	together	with	compositional	problems,	and	to	show	that	the	expansion	of	instrumental	technique	is	a	result	not	of	soloistic	exhibitionism,	but	of	logical	musical	thought.97		The	composers	and	compositions	featured	in	this	collection	are	the	following:		 	 	 1.	Jürg	Wyttenbach,		„…und	läuft	und	läuft*…“	(1961/72)	2.	Makoto	Shinohara,	Réflexion	(1970)	3.	Luciana	Berio,	Studie	zu	Sequenza	VII	(1969)	4.	Edion	Denissow,	Solo	(1971)	5.	Hans	Ulrich	Lehmann,	Kadenz	(1970)	6.	Franco	Donatoni,	Studie	(1971)	7.	Jacques	Wildberger,	Pour	les	neuf	doigts	(1971)	8.	Amy	Gilbert,	Répons	(1970)	9.	Hans	Ulrich	Engelmann,	Mobili*	(1971)	10.	Heinz	Holliger,	Studie	über	Mehrklänge	(1971)	11.	Vinko	Globokar,	Atemstudie	(1971)		 	 	 12.	Gunther	Becker,	„HZ“	(1970)		 Holliger	included	an	Appendix	with	“remarks	and	explanation	of	signs,”	indicating	how	to	properly	interpret	symbols	not	in	common	use	at	the	time.	It	also	included	“preparatory	exercises”	98	with	suggestions	on	how	to	prepare	and	properly	execute	the	techniques.	Holliger’s	detailed	explanations	on	how	to	achieve	potentially	unfamiliar	sounds/effects	reinforce	the	pedagogical	nature	of	this	collection.	Based	on	Globokar’s	description,	the	additional	explanations	and	preparatory	exercises	were	compiled	and	created	by	Holliger	following	the	completion	of	Atemstudie.99		Globokar	was	emphatic	that	Atemstudie,	rather	than	being	a	rearrangement	of	proposed	techniques,	used	Holliger’s	catalogue	of	possibilities	“as	a	kind	of	stimulation	to	










































1.3	Parameters	in	Composition	Four	parameters	help	clarify	Atemstudie‘s	compositional	components:		1) Proportional	notation/	Time-line	(time-space)	notation	2) Vocal	and	Phonetic	parameters	3) Extended	techniques	4) Parameters	of	Sound		Durations	are	indicated	in	four	places	in	Atemstudie‘s	opening	and	closing	materials—two	minutes	(2’),	one	minute	(1’),	thirty	seconds	(30’’),	fifteen	seconds	(15’’).	However,	no	specific	durational	indications	are	provided	for	the	rest	of	the	work.	Globokar	indicates	that	“duration	is	left	to	the	player”	124	in	the	score.	Holliger	further	adds,	“the	order	and	the	duration	of	the	Structures	are	free.”	125	These	instructions	do	not	encourage	complete	freedom	of	duration.	Instead,	they	allow	durational	fluctuation	based	on	each	performer	having	to	adjust	the	pacing	of	each	section	based	on	their	ability	and	inclinations.	This	way,	variations	in	speed	may	occur	while	the	pacing	of	systems	and	Structures	is	maintained.	While	discussing	performance	expectations	for	Atemstudie,	Globokar	notes	Discours	III’s	temporal	indication—“1	cm	=	1’	[second]”—as	a	point	of	reference	as	no	such	indication	is	in	Atemstudie.	126	Another	example	of	such	a	balance	between	flexibility	and	pacing	can	be	found	in	the	performance	notes	for	Kagel’s	Atem	für	einen	Bläser:	(2)	Time	Articulation:	The	duration	of	the	individual	tones	and	rests	depends	on	the	total	duration	of	the	page,	which	the	player	must	establish;	the	total	duration	should	remain	as	constant	as	possible,	and	should	fluctuate	only	slightly	from	page	to	page.	(2.1)	If,	however,	the	performer	feels	that	it	is	necessary	to	substantially	shorten	or	lengthen	the	prescribed	duration	of	a	tone	or	a	rest,	he	may	disrupt	the	rigid	scheme	of	time-line	notation	(sic).127	













Atemstudie	is	provided	below	along	with	a	“key	word”	134	to	assist	with	proper	pronunciation:		 Vowels	in	Atemstudie	 Key	Word	i	 bee	e	 hey	a	 ah	o	 oh	u	 booth	
 Table	1:	Atemstudie	vowel	descriptions135		Due	to	the	specialized	terminology	needed	to	discuss	the	variety	of	consonants	in	
Atemstudie,	a	list	of	relevant	terminology	is	provided	below:	Affricate:	combination	of	a	stop	followed	by	a	fricative.	Alveolar:	related	to	the	dental	ridge	at	the	front	of	the	roof	of	the	mouth.	Bilabial:	two	lips.	Continuant:	a	consonant	that	can	be	prolonged	without	a	change	in	quality.	Dental:	related	to	the	teeth.	Fricative:	having	a	buzzing	or	hissing	quality.	Glottal:	related	to	the	glottis.	Labial:	related	to	the	lips.	Lateral:	consonants	formed	with	the	tip	of	the	tongue	in	contact	with	the	roof	of	the	mouth,	so	that	air	flows	around	the	sides	of	the	tongue.	Lingual:	related	to	the	tongue.	Nasal:	resonating	in	the	nasal	cavity.	






                                                136	Barton,	110–112.	137	Atemstudie’s	consonant	symbols	generally	correspond	to	the	IPA	sound	of	the	same	spelling,	except	in	the	case	of	“sch.”	The	IPA	symbol	for	the	“Sch”	sound	would	be	“ʃ”:	Ibid.,	104.	138	“On	some	sounds	your	vocal	folds	vibrate	[voiced],	and	on	others	they	don’t	[voiceless]:”	Ibid.,	106.	139	Ibid.,	111–114	140	Reference	used	for	the	consonant	sounds	“sch”,	“tʃ”,	“pf”,	and	“h”:	Paul	Joyce,	Paul	Joyce	German	Course:	A	
Guide	to	German	Pronunciation,	University	of	Portsmouth,	http://joycep.myweb.port.ac.uk/pronounce	/index.html	(accessed	August	14,	2016).	






	 	 					 		Figure	23:	Atemstudie,	p.	1,	System	5																		Figure	24:	Atemstudie,	Structure	5	
	 	 			 	 	 Figure	25:	Atemstudie,	Structure	3		Globokar’s	exhaustive	use	of	a	combined	singing	and	playing	in	Atemstudie	challenges	the	player	to	the	limits	in	maintaining	a	sung	pitch	while	playing	the	oboe.	For	those	not	equipped	with	a	strong	relative	or	“perfect”	pitch,	the	intervallic	relation	between	notes	played	on	the	oboe	and	sung	can	be	a	helpful	tool	in	producing	the	correct	pitch.	If	the	performer	is	unable	to	hear	the	correct	interval	before	singing	the	desired	note,	they	






	 	 																 							 										Figure	26:	Discours	III,		 														Figure	27:	Atemstudie,		 										from	the	Explanation	of	Symbols									from	the	Explanations	of	Signs	















                                                146	In	assessing	Atemstudie’s	construction	Globokar	discussed	the	work	in	terms	of	four	parameters	of	sound;	pitch,	duration,	dynamics,	and	timbre:	“You	have	four	parameters;	one	is	handling	notes,	from	one	to	twelve	notes.	Then	you	have	the	second	one,	rhythm	and	the	time.	The	third	is	the	dynamic.	And	the	fourth	is	the	morphology	of	sound.	It	means	all	qualities	of	instrumental	sounds,	and	then	you	have	noise.	So,	with	these	categories,	it’s	clear	that	[no	matter]	if	you	have	the	most	complex	activity,	it	is	[essentially	a]	mix	between	all	these	qualities	(sic):”	Globokar,	UIUC	residency	interviews.	
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Atemstudie’s	Three-Part	Form	 A	 B	(Twelve	Structures)	 C	Interval	Class	Set	Divisions	in	Part	B	 	 a	 a	 b	 a	 		
Atemstudie	Structures	 	 1–3	 4–6	 7–9	 10–12	 		Table	6:	Atemstudie	three	part	form	and	internal	divisions	of	Part	B		





	This	relation	coincides	with	“a”	divisions	in	Part	B,	which	reinforces	the	formal	ordering	implied	by	the	trichord	interval	class	sets	evident	in	Table	3	(above).	Part	B’s	“b”	division	has	no	relation	to	rows	in	Part	C,	which	supports	division	“b”	as	the	outlier	in	the	otherwise	homogeneous	“a”	divisions	in	Part	B	(“aaba”)	(see	Table	9):								 Table	9:	Atemstudie	relationship	between	Part	B	interval	class	set	divisions	and	Part	C	rows		 	 	
Part	B	 	 Part	C	Structure	 Row	Permutation	 	 Page	1,	System	 Row	Permutation	2	 I11	 	 3	 RI11	6	 RI7	 	 4	 I7	-	 -	 	 -	 -	11	 P10	 	 5	 R10	





                                                150	The	opening	F-sharp	is	further	related	to	the	B-flat	and	B-natural	that	form	[015],	as	B-natural	is	the	first	note	of	Structure	1	and	B-flat	is	the	first	note	of	Structure	2.		





























	 			 	 	 	 	 													 Figure	37:	Atemstudie,	Structure	2																	Figure	38:	Atemstudie,	Structure	2		As	the	middle	multiphonic	contains	three	note	heads,	it	is	less	complex	than	the	surrounding	multiphonics	that	have	six	note	heads.	Containing	only	one	note	head,	the	least	complex	multiphonic	occurs	in	Structure	2	(Figure	38,	above).	The	pitch	of	this	less	complex	multiphonic	texture,	unlike	the	previous	multiphonics	in	Structure	2,	is	specifically	notated	as	D-natural6.	
Structure	3	(see	Figure	39,	below)	opens	with	an	alternation	between	brief	oboe	tones	treated	with	glissandi,	interjected	by	fff	ingressive	“screeching	noise[s].”	161	Following	this,	a	prolonged	ingressive	screeching-noise	ascends	in	pitch	while	ingressive	vocal	tones	mirror	the	glissando	treatment	of	the	opening	oboe	tones.	Simultaneously,	the	screeching-noise	is	accompanied	by	an	increasing	number	of	key	actuations.	As	the	key	actuations	dissipate,	an	egressive	sung	tone	ascends	over	four	equal	complexities	of	multiphonic	concluding	on	the	highest	note	possible.		










































































In Atemstudie, the ordering of the twelve Structures is to be freely chosen by the 
performer. The score’s explicit instruction is that “[t]he order in which they are played as well as 
their duration is left to the player.” 186 While the ordering is indicated to be free in performance, 
Table 3 (above) provides evidence that the Structures appear in the score in an order based on 
compositional parameters. Chapter 3’s analysis utilizes a twelve-tone matrix created from the 
rows present in the twelve Structures and resulting trichord interval class set relationships to 
provide another layer of analysis to consider when freely ordering the Structures. 
The task of performing the twelve Structures is complicated by the requirement to sing 
and play pitches that are difficult to reproduce without extensive practice. Compounding this 
difficulty is the need to choose the order of the Structures freely. Unforeseen problems and 
difficult transitions may occur when freely choosing the ordering while performing. The score 
instruction that “[t]here is to be no break between the phases” 187 further adds to the challenge. 
Heinz Holliger provides his perspective on how best to prepare for	freely	ordering	the	twelve	Structures and overcome these difficulties saying: Once	all	the	sections	have	been	studied	well,	arrange	the	12	structures	into	a	sequence,	and	practice	these	structures	one	after	another….	With	time,	you	will	be	able	to	arrange	the	12	structures	in	new	sequences	more	spontaneously.188		From	this	information	three	stages	of	preparation	are	derived:	(1)	practice	the	Structures	in	the	sequence	provided	in	the	score,	(2)	devise	and	practice	an	ordering	of	the	Sctructures	that	facilitates	helpful	relationships	to	ease	transitions,	and	(3)	practice	spontaneous	sequencing	of	the	Structures.	By	arranging	more	accessible	interval	
                                                186	Globokar,	Atemstudie,	Score.	187	Ibid.	188	Holliger,	Appendix,	7.	
  
68 
relations—a	unison,	minor	third,	or	perfect	fifth—the	transitions	between	Structures	and	their	opening	and	closing	pitch	(or	unpitched)	material	can	become	more	reliable	and	accurately	performed.	The	pitch	relationships	between	and	within	the	Structures	can	also	be	supported	by	choosing	a	multiphonic	that	produces	a	helpful	pitch.	For	example,	in	Structure	10,	the	freely	chosen	pitch	of	the	multiphonic	can	sound	an	A-natural	providing	the	ear	the	necessary	pitch	to	perform	Structure	11’s	sung	A-natural4.	For	those	without	‘perfect’	pitch,	this	interval	relation	and	pitch/noise	approach	can	aid	in	accurate	performance	of	the	specified	vocalized	pitch	material.	A	potential	ordering	for	the	Structures	using	the	parameters	outlined	above	to	promote	helpful	relationships	is	provided	in	Table	11:	Structure	Ordering	 12	 9	 2	 5	 1	 7	 6	 3	 8	 4	 10	 11		 Table	11:	Potential	ordering	of	the	twelve	Structures	of	Atemstudie		using	helpful	pitch	relationships	
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 Globokar,	Vinko,	Luciano	Berio,	Karlheinz	Stockhausen,	and	Carlos	Roqué	Alsina.	Vinko	
Globokar,	Posaune " Trombone.	Vinko	Globokar.	Deutsche	Grammophon	Avantgarde	137005,	1969.	Vinyl.		
 
 
